John Makeham argues that Confucius considered names as 'social and political
catalysts ' (1994: 39-47) . Names could be used to describe the reality, but they also had, and more significantly so, a prescriptive function. By using the correct names, the ruler had the opportunity to prescribe sociopolitical distinctions, and therefore to promote correct thought and behaviour both as orthodoxy and orthopraxy.
These fundamental tenets on the proper use of language determined the connection between language, knowledge and power, and informed the practices of governance throughout Chinese history even beyond the apparent divide represented by the creation of the 'New China' in October 1949. During Mao Zedong's era , the Confucian paradigm connecting 'correct names' with governmentality was systematically implemented through vertical and horizontal propaganda, and it was strategically combined with the use of socialist realism-style images as instruments of political action (Barmé 1999; Evans & Donald 1999) . Chinese political discourse was characterized by what Michael Schoenhals (1992) defines as 'formalized language.' The 'newspeak' developed and used by party officials was a restricted code. It consisted of 'correct' formulations (tifa 提法), accompanied by 'correct' images, and aimed to teach the 'enlarged masses' (dazhong 大众) how to speak and, ultimately, how to think. Thus, a set of rules and conventions shared by the official speaker and the listeners defined a logocentric model that represented a claimed reality. These rules were so pervasive that they became encoded in patterns, style, syntagmatic bonds and lexical items typical of formalized word-images. Speech and artworks then followed the expressive devices of regulated discursive formations. A whole generation of 'characters workers' (wenyi gongzuozhe 文艺工作者) employed both characters and visual texts to contribute to the engineering of a totality, which became the only possible claimed reality. Word-images were inculcated from the top-down, and then absorbed, and interiorized since they carried an intrinsic performative power, leading to the creation of the 'one voice chamber' [or, more literally, 'one language temple'] (yiyantang 一言堂). As Ludwig Wittgenstein poignantly argued, words and sentences have the power to limit 'expression of thoughts,' because the boundaries of language indicate the boundaries of one's world. 'It will therefore only be in language that the limit can be set, and what lies on the other side of the limit will simply be nonsense' (Wittgenstein 1961: 5-6 ).
However, in the Chinese epistemological tradition, while Confucian philosophers believed in the human (and ultimately political) possibility to engineer reality, understand it, name it, and therefore control it, Daoists thought that such endeavours were the major source of human frustration, since they created an increasing gap between humans and nature. According to Daoism, man's only concern should be to fit into the great pattern of nature, not man-made society. The Dao De Jing 道德经 (The Classic of the Way and Its Power), attributed to Laozi, and composed between the late sixth and the late fourth centuries BCE, set forth a series of maxims that outline a perspective on reality very different from that of the Confucian canon.
Confucius used the word Dao 道 usually translated in English as 'Road' or 'Way,' to describe his ideal social system, but the Daoists gave it a metaphysical interpretation and defined Dao as the great pattern of nature. The 'Way' became a discourse, and not a constant 'name'; the process of 'naming' would confine people's imagination and their ability to understand the universe. Naming is like giving a label: after naming one tends to think of something's nature under that label, and this is contrary to the Dao. This is the rationale behind Laozi's affirmation: 'The one who knows (or is centred) does not speak, the one who speaks does not know.' Therefore, for Laozi (老子), Dao was founded on a nameless, formless 'Non-being': 'it cannot be heard,' 'cannot be seen,' and 'cannot be spoken.'
The person who can transcend mundane human distinctions and become one with the Dao is 'beyond all harm' and achieves 'tranquility in the midst of strife.' Merging with the Dao, he derives from it his individual De 德 or mystical 'power.' De later came to have the moralistic meaning of 'virtue.' Another important concept that helps to understand the Daoist concept of the relation between naming and politics is Wu wei 无 为-usually translated as 'inaction' or 'non-action,' meaning, more accurately, something like 'act naturally' or 'effortless action.' This is the key to merging with the Way of nature: 'doing nothing,' which does not mean complete inaction, but rather doing what is natural. 'Do nothing and everything will be done' (wu wei er wu bu wei 无 为而无不为)-that is everything will be achieved of its own accord. The favorite metaphor of Daoists is water, which though softest of all things, wears away hardest. If left to itself, the universe proceeds smoothly according to its own intrinsic harmonies.
Man's efforts to change or improve nature-also by naming and classifying reality-only destroy these harmonies and produce chaos.
The Dao De Jing is ultimately a work of universal scope that comments on politics, statecraft, cosmology, aesthetics, and ethics. In the Daoist worldview, each particular element has to be defined both in relation to our personal experience and to the cosmos.
Thus names are relative. The opening of the Dao De Jing emphasizes the relativism in the relation between name and things:
The Way (Dao) that can be spoken of is not the constant Way; The name that can be named is not the constant name. The nameless is the beginning of Heaven and Earth; The named is the mother of all things. ' (Lao Zi 1999: 79) Visual imagery, in the most comprehensive sense of signs, allegories, metaphors, and the whole symbolic universe of references, plays a dominant role, both in the Confucian and Daoist corpuses. Imagery informs the texts, and texts inspire iconographic representations. Both the essential nature of the Chinese character (zi 字) and the power of the classical texts make it difficult to sustain any possibility, in the experience of a constituted reality, based on a clear analytical distinction between images and words.
Dao De Jing's highly influential commentator Wang Bi (王弼 226-249 CE) explored the nexus between language and images, and poignantly argued for an inborn nature of the image in the language:
The Image is what brings out concept; language is what clarifies the Image. Nothing can equal Image in giving the fullness of concept; nothing can equal language in giving the fullness of Image. Language was born of the Image, thus we seek in language in order to observe the Image. Image was born of concept, thus we seek in Image in order to observe the concept. Concept is fully given in image; Image is overt in language. (Wang Bi 1996: 63-64) Reflecting on Wang Bi's insights into the Chinese apparatus of representation, one cannot refrain from comparing his recognition of the interconnected nature of language and images, with the intuition Roman poet Horatius (65-68 BCE) displayed, when, in the extraordinary 416 lines of his work known as Ars Poetica, 1 he condensed Aristotle's lesson of poetry as a living organism. But Horatius also went one step further: he advocated 'equal right to dare to do' both to painters and poets (ut pictura poesis).
Drawing on the etymological meaning of poíesis, from the Greek verb poiéin, which means to 'create,' 'to build,' Horatius insisted both on the importance of the process of building with words, accurately selecting and polishing them, and also on the inventio: the choice of an original subject, or material for the creation. Therefore, his understanding of ars poetica referred specifically to the imaginative texts. Horatius argued that these texts deserved the same attention and the same careful interpretation that is traditionally offered to paintings. Horatius referred to the complete genre (which included not only poetry, but all forms of tragedy, dramatic action, satire, etc). However, Horatius's similitude between the two forms does not necessarily imply their equivalence. In his own words:
Poetry resembles painting. Some works will captivate you when you stand very close to them and others if you are at a greater distance. This one prefers a darker vantage point, that one wants to be seen in the light since it feels no terror before the penetrating judgment of the critic. This pleases only once, that will give pleasure even if we go back to it ten times over. (Horatius 2010: 400-6) Horatius argued that the authors of imaginative texts had to responsibly know themselves, which implies knowing their limits, without falling into the trap of persecutory complexes, exhibitionisms, or poetic frenzies. Horatius saw imaginative texts as the outcome of a painstaking work, patience, study, and continuous correction, in one word: wisdom and not madness. This analytical framework could be applied to China, whose staged appearance of 'reality' to the world in the last three decades seemed to have been perceived as a sudden 'realization,' also due to the progressive prominence of Chinese imaginative texts and the work of avant-garde artists in particular. Paradoxically, the coming-out of China on the global stage, has followed a pattern that seemed to echo Timothy
Mitchell's argument of the superiority complex of the Western paradigm of modernity, With regard to China today, paraphrasing Qiu Zhijie, one could say that something that was not visible (but that indeed existed) has become visible, but there is something in the interstices of power between the visible and the invisible that is worth studying and reflecting upon. In this sense, Qiu's thought-provoking reflections on 'reality/ realization' constitute a powerful incitement to discourse. It is an invitation to engage with the complex interplay between words and images, and explore their multiple possibilities of being and becoming situated in time and space, and ultimately to play a crucial role in the dialectics between power and knowledge. The Cultural Revolution tactics of striking at words was strictly connected with the strategy of striking hard using words as instigators of extremely violent acts, and combining word-images to produce a sense of absolute totality. In the post-Cultural
Revolution era, the awareness of the power of images and the treachery of characters, profoundly influenced another generation of 'characters workers' (wenyi gongzuozhe 文 艺工作者), who engaged with 'an aesthetic embrace of the principles of traditional writing' (Xu Bing 2001: 14) in unorthodox and witted ways, experimenting with character-play, and ultimately deconstructing the formerly unassailable absolute totality.
Qiu Zhijie was one of those 'characters workers.' His most important early work was elaborated over three years (1992) (1993) (1994) (1995) , and is entitled 'Copying "Orchid Pavillon
Preface" a Thousand Times' (Shuxie yiqianbian Lantingxu 书写一千遍兰亭序) (Figure 4 ). intertwined ' (1991: 5) . As the articles of this special issue will demonstrate, a strong case could be made to support the interconnectedness between verbal and visual domains also in the political sphere, both in the past and the present.
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